Abstract
Readers familiar with the history of Cultural Studies will detect an oblique reference to one of its founding scholars, Richard Hoggart, in the title of this article. This was not arrived at by accident. Hoggart's The Uses of Literacy (1957) has achieved iconic status and in this respect the argument I set out here cannot help but be influenced by the interdisciplinary approach of Cultural Studies and by Hoggart's insistence, albeit arguably a romanticised one, on attributing value to working-class cultural practices.
Hoggart's legacy is relevant to the argument I wish to make in another sense: his experience as a scholarship boy of the post-war era. In Hoggart's account of his acquisition of educational capital he captures the ambiguities that self-reinvention -often a necessary survival strategy in the educational sphere for working-class boys -gives rise to.
1 To quote Hoggart, He [scholarship boy] both wants to go back and yet thinks he has gone beyond his class, feels himself weighted with knowledge of his own and their situation, which hereafter forbids him the simpler pleasures of his father and mother. And this is only one of his temptations to self-dramatisation. (Hoggart quoted in Segal 1988: 83) Lynne Segal (1988) has read Hoggart's references to selfconsciousness as emblematic of the rise of the 'angry young man' of the fifties. For Segal, the frustrations of these working-class aspirants can be read through the prism of sexual relations. They are young men, often from 3 working or lower middle-class households, who project onto women their frustration at not being able to rise as quickly as they would like through the classed ranks of British society. Their repressed rage at the stifling effects of the class structure is displaced onto women. Whilst Segal's hypothesis is persuasive, I want to consider the question of the relation between resentment and mobility in a slightly different context but one that still wishes to make sense of social mobility via an engagement with questions of masculinity, education and gender identity. In this article I examine how these categories are negotiated and made sense of via the consumption of popular music.
I propose that a particular formation in the history of British popular music -glam rock -can be viewed not only as a moment in which essentialist ideas about male gendered identity were rendered problematic, but also as a moment in which this destabilising of normative codes of masculinity helps explain how social mobility was negotiated by working-class male youth at this historical moment. It is my contention, then, that one of glam's political legacies is its facilitation of the expression of difference -or a need, as Hoggart articulates it, for self-dramatization -by an educationally aspirant section of the male working-class, which identified with the self-conscious performance of a more feminised masculinity it located in this cultural formation.
Before I explore this reading, it would be apposite to summarise briefly has argued that this dichotomy is problematic in that it falls prey to clichéd binary oppositions. He proposes that it would be a critical mistake to identify distinctions between 'high' and 'low' glam, when none occurred in practice: all glam artists were fundamentally beholden to the commercial demands of the industry they operated within (Auslander 2006: 52) .
Whilst I would not wish to argue per se against this point in respect of the avaricious drive for popularity by glam artists, the research I undertook for this article regarding the relationship between glam and its working-class fans suggests that the division Hebdige identifies does make sense when one shifts the focus away from commercial distinctions onto the competing Accepting that this demarcation cannot entirely evade Auslander's charge of binaryism, my research data nonetheless reveals that the appeal of art school glam lay in its rejection of an aesthetic in which the corporeal experience of music is privileged. Bourdieu et al's (1990) mapping of aesthetics in class terms is instructive here. In their work on how a particular aesthetic sensibility historically came to define photography as a middle-brow art form, the authors point to how the application of aesthetic judgement is, in fact, exercised in relation to all practices, even those functional ones that are not accorded artistic status and thus rendered largely invisible in middle-class discourses on art appreciation. Thus a working-class aesthetic may be 6 defined as functional rather than aestheticist but isn't any less complex because of that distinction. As Bourdieu argues,
The most banal tasks always include actions which owe nothing to the pure and simple quest for efficiency, and the actions most directly geared towards practical ends may elicit aesthetic judgements, inasmuch as the means of attaining desired ends can always be the object of a specific valuation: there are beautiful ways of ploughing or trimming a hedge, just as there are beautiful mathematical solutions or beautiful rugby manoeuvres. Thus, most of society can be excluded from the universe of legitimate culture without being excluded from the universe of aesthetics. (Bourdieu et al 1990: 7-8) This conceptual mapping of aesthetics allows us to theorise why the music produced by Slade, the Sweet and Mud, for example, largely failed to appeal to the younger selves of the working-class men in my study. In their youth they rejected this strain of glam because, as I go on to argue below, in their view it lacked artistic merit. Further, they equated it with a particular code of masculinity, which they associated with their educationally less privileged, and therefore 'unmodern', peers. These fans devalued rock-n-roll glam because it did not aspire to the status they attributed to art school glam, which they read, in aesthetic terms, as promoting complex, creative ideas. Bowie and Roxy Music -as examples of the latter category -were perceived to be 7 more artistically challenging: their output required critical distance in order to be appreciated. And it was this distance which imbued these artists with an artistic self-importance that in turn increased their claims for distinction. In so doing art school glam positioned itself at the summit of the hierarchy of taste that I have attributed to glam rock's two distinct factions.
Before I draw on the accounts presented by my interviewees, I will provide a brief textual reading of the music produced by some of glam's key artists in order to illustrate this argument.
2
Glam music: the return of pop?
For some writers (Hoskyns 1998 , Savage 1998 , glam has been understood as a reaction against the popular music genres and movements that immediately preceded it: against the seriousness and snobbishness of the album orientated rock artists of the late sixties and against the sincerity and claims for authenticity of the early seventies singer/songwriters. Willis' own success as a 'scholarship boy' indicates, other more feminised masculinities were also in play. He observes that whilst he undertook science subjects at A-level, in line with many of his rugby-playing peers, he contemporaneously immersed himself in the arts, particularly poetry. A subject, he goes on to note, that it was 'definitely sissy to be interested in' (Mills and Gibb 2004: 200 ).
Whilst such labelling of youth is clearly problematic -the complexity of human experience is erased when individuals are categorised as either 'lads'
or 'ear-'oles' -there is a sense in which the social and cultural experiences of the latter group have been neglected in the sociological imagination. These are, after all, like Hoggart and Raymond Williams before them, studious working-class youths who typically attended either grammar schools or the newly formed comprehensives. In the latter sector they were often streamed in respect of academic achievement after their first year of study.
It is the aspirations and values of this category of male working-class youth that I wish to draw attention to in this article. In particular I want to focus on how these youth remodelled their self-identity through an engagement with glam rock and how such engagement was affectively experienced. My contention is that this group resisted the overwhelmingly negative representation of working-class masculinity that they were confronted with. I therefore want to accept Leon Hunt's account of how working-class subjects during the early seventies were usually represented in popular culture as essentially unmodern. They are portrayed as either blissfully impervious to the radical discourses of the late sixties or as seeing in the permissive age only opportunities for sexual adventure (Hunt 1998) .
In order to interrogate this reading of glam in relation to its workingclass male audience, I carried out a fieldwork study between 2006 and 2009 in which I interviewed a number of men who identified themselves as fans in the early seventies. This study was necessary given the paucity of scholarly literature available on glam fandom. 5 The self-narrated accounts it elicited, which I will draw on shortly, suggest that, in contrast to the 'unmodern'
representation of working-class masculinity alluded to by Hunt, a more socially mobile, modern self-identity was valued by my interviewees. First, I
will outline the methodological approach I adopted in the study.
Research methodology: valuing experience
The success of my study depended on recruiting a sufficient number of participants and negotiating the conceptual problem of how to make sense of their testimonies concerning their experiences in the early seventies. This meant recognizing, for example, that such accounts always run the risk of both lapsing into an under-theorised romanticism and failing to acknowledge the mediated role memory plays.
In order to maximise the number of respondents, I placed an advertisement in Record Collector, a monthly music periodical available nationwide, which regularly incorporates features on historical popular music formations and attracts a readership whose age is broadly commensurate with that of my interviewees. I also contacted several fan-based websites and secured a number of interviews via a contact at Universal Records. I interviewed a total of 29 fans in addition to several musicians, writers and artists whose work connects in some way to glam rock.
In terms of the means by which glam fans were approached, I made initial contact by phone where possible and in most cases I was able to follow In undertaking this thematic approach I draw primarily on the theories of Pierre Bourdieu as his work draws attention to the structural inequalities of class and how it is internalised by subjects through learnt dispositions. I also derive inspiration from Bourdieu's insistence on drawing on the strengths of phenomenology in accounting for working-class lives and his attention to the role of social status in motivating cultural preferences offers the most suitable theoretical framework. In this respect my position shares some similarities to the one adopted by Sarah Thornton (1995) in her groundbreaking critique of club cultures but, unlike her, I wish to retain Bourdieu's emphasis on the stratification of social classes and explore more critically the psychological effects acquiring cultural capital has on working-class subjects.
The appeal of glam
The initial responses to the early glam hits by the fans I interviewed focus very much on glam's perceived newness. This is typified by Steve's comment that, 'when Bolan sang 'Hot Love' on TOTP it was like a thunderbolt. I mean, the colours and everything. It all seemed so bright and modern…like nothing that had happened before I suppose ' (Steve, 2007) . Glam also marked for them a more self-conscious approach to the making and performing of popular music, as John's recollection makes clear, 'Bowie was so 'knowing' and we knew this even then…especially when he was being interviewed…saying things like he was a plastic pop star and stuff like that…he was so ahead of his time…' Me and a couple of friends used to get hassle in the playground…Oh, he likes that queer bloke [Bowie] …It was always the ones from the CSE classes that were doing the name-calling.
We had streaming in our school and all the thick kids were weeded out pretty early on…as soon as we reached the sixth form we knew that it would be us that would succeed…At that point liking Bowie Not to be too ambitious. But in the '60s …we assumed we would go to university and that we were going to carry on, not particularly learning anything. School didn't really cope with that. They didn't even suggest I went to university. comments, 'at school I really tried hard to be better than I actually was. I was really disappointed when I failed my eleven-plus. I ended up going to a secondary school, and I felt common and I felt cheap: common and cheap because I was taught that secondary school was no good -all the other kids off our council estate went there' (Robins 1984: 35) . This sense of perceived A reading of William's account, which draws on Bourdieu's work, would have much to say about how working-class subjects -particularly, I would argue, those who aspire to mobility -are, from their earliest experiences of schooling, always seeking to embody, through the acquisition of new forms of language, the dominant discourses of the official culture. As Bourdieu (1992) argues, the compulsion to accumulate 'linguistic capital' always results in symbolic violence being silently imposed on dominated groups. This violence is at once both ideological, in that it requires a renunciation of one's workingclass habitus, and embodied in the sense that subjects must endeavour to master the physical skills that 'speaking correctly' requires. He states, …it [silent violence] is never more manifest than in all the corrections, whether ad hoc or permanent, to which dominated speakers, as they strive desperately for correctness, consciously or unconsciously subject stigmatised aspects of their pronunciation, their diction (involving various forms of euphemism) and their syntax, or in the disarray which leaves them 'speechless', 'tonguetied', 'at a loss for words', as if they were suddenly dispossessed of their own language.' (Bourdieu 1992: 52) For Bourdieu, the failure of subjects to register this symbolic violence, a viewpoint he refers to as a 'doxic attitude', means that the subject submits to conditions that are misunderstood as being legitimate rather than contingent. 8 In the scenario outlined by William above, we can register the consequences of such violence for the psychic wellbeing of the subject. What I want to capture here is the way in which William's desire for recognition expresses itself: he clearly ascribes the authority required to pass judgement to those he perceives to be socially superior. His aspirations are defined by the middleclass other.
How does it feel? glam's sonic resonance
In concluding my data analysis, I will address the important issue of the sound of glam in relation to my interviewees' accounts, not least because they were so reluctant to discuss this aspect of their fandom. This is perhaps not This reticence might also reflect a lack of confidence in respect of mastering a vocabulary with which to adequately describe the sonic resonance of popular music as Roland Barthes (1977: 179) proposed. It follows that I do not want to dismiss an account of the sound of glam as illegitimate, or of secondary importance. Indeed, one strand of contemporary cultural studies has sought to shift emphasis away from that field's concern with what might be crudely summarised as the politics of representation, by arguing that a consideration of the materiality of sound, and how this is gendered at particular historical moments, must be central to any analysis which seeks to register the effects music generates in the listener. Gilbert and Pearson (1999) , for example, develop such an argument in their critique of dance music culture, in which they call into question what they regard as phallocentric arguments about the central position meaning-formation holds for particular audiences (invariably white and male) with regard to popular music formations.
What these authors favour instead is recognition of how dance music is embodied as a collective experience, whereby rigid categories of sexuality and gender potentially dissolve (Gilbert and Pearson 1999: 44-52 ). Here we might acknowledge the work of Reynolds and Press (1995) , from which Gilbert and Pearson draw. They make a convincing case, taking their lead from Frith and McRobbie (1990) , for the need to read rock music as a highly gendered genre: one that is both masculinised ('cock rock') and feminised ('oceanic rock') at particular historical moments and for particular audiences. It white rock is contrasted with 'depthless' black dance music. 9 Here dance music, and by implication black culture, is equated with a functional aesthetic because it is not seen to hold currency by my interviewees at this specific reimagining their self-identities and this is a process that cannot be singularly reduced to a quest by them for social status. I am also perhaps more positive than Bourdieu was on the capacity for subjects to reflexively rework their habitus and thus become 'the troublemakers who often make history' that he speaks of (Bourdieu 1993: 47) . However, as I will argue in a moment, for many of my interviewees this reworking came at the price of subduing their attachment to working-class culture.
In evaluating the accounts drawn on in this article, then, I have sought to demonstrate that for a section of the male working-class aspiring to social mobility via educational improvement, glam offered a way of viewing the world which allowed this group to read itself, within an historical context, as modern and progressive in its performance of masculinity. It should not be surprising that calling into question normative assumptions regarding the gendering of identity was so central to glam's manifesto as many of the musicians who aligned themselves to this popular music formation were working-class artists who had, within the context of the social upheavals of the sixties, aestheticised their own adolescent experiences in order to articulate the difference they felt. They aspired to become members of the new petite bourgeoisie discussed by Bourdieu (2003 354:365) .
In a revealing extract from his study, Bourdieu (2003: 360) There is a national dimension to the identity of this modern self, Bourdieu (1998: 76) termed illusio -by making investments in the 'game' of social mobility and subscribing to its rules -I would argue that such investments were consistently undermined by the 'plausibility structure' that framed their actions. This is the phrase Skeggs (2004: 139) uses to identify the self-imposed limits on an agent's field of vision, on what they are entitled to and, crucially, what they feel they are capable of realizing. Here I would recall Bourdieu's (1990: 155) paradox: when dominated groups resist processes of domination by acts of ressentiment can resistance really be talked of? Equally, when the dominated seek to escape domination by appropriating the particularities of the dominant class fraction is this something other than submission?
If my interviewees demonstrated what
It is for these reasons that glam rock is significant in the history of British popular music cultures. Its incubation of oppositional politics, especially in the field of identity, meant that for a male working-class audience seeking social mobility, it offered a utopian vision in which masculinity was reimagined as a malleable aesthetic identity to be remoulded at will. However, if
we recall the testimonies of people like Michael and William, who spoke eloquently about the difficulties of becoming middle-class, for many of my interviewees this process of social reinvention required the suppression of their emotional attachment to working-class culture. The attraction of this new identity was its distinctiveness, a quality that allowed for fantasies of uniqueness and moral superiority. As one of my interviewees noted, 'he [Bowie] just made me feel powerful in a way but not physically, more sort of mentally. Listening to Ziggy made me feel I could conquer the world, that I was above everyone else' (George 2007).
Endnotes
1 See Andy Medhurst (2000) for an incisive commentary on the centrality of Hoggart's account, flawed as it may be, for academics from working-class backgrounds writing in the social sciences today.
